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Abstract: A museum’s core activities traditionally focus on such areas as collections’ care, exhibitions
and scholarship. Income generation, including retail activities, is considered secondary. Academic
research into museums’ merchandise, especially into the perceived value and purchase intentions, is
limited. Drawing on literature embracing both core museum functions and marketing, this research,
based on the Palace Museum in Beijing, China, explores the impact of the perceived value of a
museum’s cultural and creative products on purchase intentions. Combining the results of in-
depth interviews with museum visitors and experts, this study defines a construct composed of six
perceived value dimensions, namely quality, social, price, innovation, educational, and experience
values. A relationship model of perceived value and purchase intentions is proposed. Some 346
valid survey responses were obtained by distributing a questionnaire online and on-site at the
Palace Museum, and hypotheses were tested by structural equation modelling. Results showed that
innovation and experience values have a significant positive effect on purchase intentions, while
quality, social, price, and educational values had no significant influence on purchase intentions. This
research outlines feasible strategies and actions for the development of cultural and creative products
at museums that have a strong tourism role.
Keywords: innovation value; perceived value; purchase intentions; virtual museums; cultural and
creative products; Palace Museum (Forbidden City); online purchasing
1. Introduction
In order to ensure their survival and sustainability, museums are looking for in-
novative solutions and innovative strategies, as there is limited financial support from
governments. In particular, during the COVID-19 pandemic, museum exhibitions and
activities, like those of the Italian state museums [1], are being moved from offline to online.
The roles of museums are now in constant evolution, adopting greater social and mar-
keting orientations depending on need, opportunity, and the degree to which collections
offer scope for creative product interpretation. A museum is defined by the International
Council of Museums (ICOM) as a ‘non-profit, permanent institution in the service of society
and its development, open to the public, which acquires, conserves, researches, communicates and
exhibits the tangible and intangible heritage of humanity and its environment for the purposes of
education, study and enjoyment’ [2]. The scholarly or curatorial role of a museum is core,
with income generation a supporting or secondary consideration. Thus, there are ethical,
social, and cultural tensions inherent in engagement with the market by trading goods for
sale [3]. For most of the 20th century, a museum was regarded as an institution that collects,
preserves, researches, interprets, and displays social material culture [4]. By the end of the
20th century, market-oriented ideology emphasized the importance of revenue generation
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and brought new expectations to museums [5]. Coupled with the reduction of government
funds, museums were under pressure like enterprises [6]. In this context, museums began
to generate revenue in a variety of ways, with cultural products being regarded as one of
the important options for museums to generate revenue [7]. By selling cultural products, a
museum not only solves its non-profit funding issues to improve its current environment
and operating conditions [8] but also positions these products to convey its cultural and
historical values to tourists [9]. Current debates revolve around the idea of the museum
as a “cultural shop” ([5,10–12]), a place where visitors come to enjoy, participate in, or
consume a variety of educational and cultural products and merchandise.
Visitors arrive at virtual museums online and in person [13] with a variety of motiva-
tions and expectations [14]; this is as true of their engagement with the museum shop [6]
as with the exhibits on display. Tosun et al. [15] point out that shopping is an important
component of travel, and Timothy [16] states that tourism and shopping have common
linkages. However, there are continuing discussions around the meaning and purpose
of trading museums, which are essentially repositories of shared heritage. Investigating
public engagement with retail products involves considering aspects of a museum’s core
function and identity as well as the usual dimensions involved in measuring customers’
perceptions and attitudes. Mottner and Ford [7] investigated performance indicators for
museum retail based on educational, interpretive, and quality criteria. In this research, the
authors embrace the changing milieu of the museum in 2020 to understand the perceptions
of customers in the environment of a museum, which can be considered to possess some of
the dimensions of the cultural shop.
A National Audit Office [17] report on the trading activities of the British nationally
sponsored museums identifies key trading methods as including e-commerce, licensing,
catering, retail, reproduction and photograph rights, mail order, and venue hire. In addition,
museum funding can come from a variety of sources including donations and memberships,
corporate sponsorship, and national and local government grants. One of the foremost
examples in the UK, the Victoria and Albert Museum, has a total income base of £32.5m
including admissions, trading, and donated objects. In 2017, the Palace Museum (aka the
Forbidden City), one of China’s major tourism attractions and the leader among Chinese
museums, had sales of cultural and creative products of CNY 1.5 billion [18]. The number
of consumers visiting the museum on Tmall.com, the largest business-to-consumer retail
platform in Asia, reached 60 million and is already three times that of in person visitors [19].
Up to August 28, 2018, among the top ten museums with the highest sales on Tmall,
the Palace Museum’s cultural and creative store ranked first with CNY 242 million [19],
demonstrating the power of the digital platforms to expand cultural shopping experiences
beyond museum walls. Thousands of museums in China are exploring how to entice
people to buy their cultural and creative products, and in so doing to better serve tourists
and local residents. Visitors tend to make purchase decisions based on the perceived value
of the products or services provided by suppliers. Therefore, in order to stand out from
their competitors, it is essential for museums to know how to highlight the perceived value
of their products and services in appropriate and visible ways.
Why then do visitors buy the cultural and creative souvenirs sold by museums?
What are the specific dimensions of consumers’ perceived value of cultural and creative
products? What is the relationship between the dimensions of perceived value and pur-
chase intentions? To answer these questions, this research proposed a perceived value
construct suitable for the context of tourism-oriented museums and their cultural and
creative products based on prior works in consumer behavior. The innovative, educational,
and experiential values of museums’ cultural and creative goods and paid services are
attracting greater attention. The components of consumers’ perceived value with respect to
these products and services need to be the focus of more intensive research. This more gran-
ular analysis of perceived value towards museum cultural goods and services will increase
knowledge and understanding of purchase intentions. Theoretically, a valuable contribu-
Sustainability 2021, 13, 2412 3 of 19
tion of this research was specifying the dimensions (educational, experience, innovation,
price, quality, and social) of retail products for sale in museums.
2. The Palace Museum and Its Cultural and Creative Products
The Palace Museum was chosen as a case example since it is the most visited heritage
tourism attraction in China and owns the most popular online stores in Asia with more
than 10 million fans. It acts as a model whose initiatives tend to be imitated by hundreds
of other heritage attractions in the country. Established in 1925, the current facility of the
Palace Museum was built on the palaces of the Forbidden City and exhibits collections
from the Ming and Qing Dynasties. A World Heritage Site since 1987, the Forbidden City
was the official residence of Chinese Emperors from 1420 until 1911. As China’s supreme
center of power for more than five centuries, it is an invaluable historical testament to
Chinese civilization during the Ming and Qing dynasties, with its landscaped gardens and
a huge complex of buildings housing furniture and works of art [20].
2.1. History of the Forbidden City (Palace Museum)
The Forbidden City exhibits the interchange of human values throughout the history
of Beijing, which was established according to the classic “three-tier city wall (imperial,
inner, and outer)” layout system for a traditional Chinese capital. As almost all of the inner
city and outer city of Beijing vanished during city reconstruction, the Forbidden City is
well conserved and is a major geographical landmark of Beijing.
Due to its unique geographic location and strategic value, Beijing and its predecessors
witnessed the historic stages of China. The origin of Beijing can be traced back to the
city of Ji in the Western Zhou Dynasty (1046 B.C.–771 B.C.). Since the middle of the Tang
Dynasty (618–907), the ethnic groups beyond the Great Wall began to move southward one
after another for more than eight centuries. In the end, Beijing replaced Chang’an as the
political center of a unified China. Its capital history began with the rise of Liao Dynasty
(907–1125). It was renamed Nanjing as the southern capital of the Liao Dynasty by the
nomadic Khitan people expanding southward from beyond the Great Wall. During the
Jin Dynasty (1115–1234), the city was expanded with reference to Bianliang, the capital
of the Northern Song Dynasty (960–1127) in Central China. It was renamed Zhongdu
and made the formal capital of Jin Dynasty in 1153. As shown in Figure 1, Kublai Khan
built the city of Dadu near the detached palace in the northeastern suburbs of Zhongdu,
which was destroyed by war. Dadu became the capital of the Mongol-led Yuan dynasty
(1279–1368), when all of China was ruled for the first time. New aqueducts were built to
introduce more water from mountain springs into Dadu. Benefitting from the abundant
water supply, boats from the Grand Canal could be pulled into the city and the wharf was
developed into the largest market within the capital. Wider lakes in the city also created a
splendid landscape. In 1368, after the Ming army captured Dadu, the north city wall was
moved 2.5 kilometers south for defense. In 1403, the Ming Dynasty decided to move its
capital northward to Beijing and began to build city walls and palaces, preparing for its
new capital. During this period, one of the most iconic historical buildings, the Forbidden
City was built. The southern wall of the city was moved one kilometer to the south as well.
After the middle of the Ming Dynasty, due to the increase of population and the need for
defense, the outer city was built in 1553, and the Temple of Heaven and other buildings
were included in the city (Figure 1) [21,22]. Since then, the Forbidden City, as the core of
the central axis extending 7.8 km, became one the most obvious symbols of Beijing.
2.2. Palace Museum Cultural and Creative Products
The Palace Museum has rich treasures of ancient objects, so that it is an important
window for spreading Chinese culture. In 2018, the museum received over 17.5 million
visitors [23]. People born in the 1980s and 1990s are the main visitor groups to the Palace
Museum [23]. Meanwhile, online consumers of cultural and creative products are relatively
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younger, with more than half born in the 1990s, of which the highest proportion were born
after 1995 [19].
Figure 1. The Change of City Walls of Beijing through Liao, Jin, Yuan, Ming, and Qing Dynasties.
As early as 2008, cultural products were sold in the Palace Museum. However, due to
their high prices and lack of innovativeness, the annual sales revenues were only about
CNY 150 million until 2012 [24]. From 2013, the Palace Museum began to transform itself
and developed many popular cultural and creative products by integrating elements of
cultural relics and traditional culture. The Palace Museum has become a super online
celebrity through a series of digital marketing campaigns since 2014. Sales of cultural
products in the Palace Museum increased from CNY 600 million in 2013 to CNY 1.5 billion
in 2017 [18]. A large part of the cultural and creative income of the Museum is used to
organize public education activities. For example, more than 60,000 educational activities
were held in 2018, including those held in overseas countries such as Malta, Singapore,
Thailand, and Australia [25].
At present, the Palace Museum’s cultural and creative products are sold both on-
line and offline. In terms of online shopping, in addition to Palace Museum Taobao at
taboao.com and The Palace Museum’s Flagship Store of Cultural and Creative Products
(PMFSCCP) at tmall.com, there are also The Palace Museum’s Official Flagship Store selling
tickets and The Palace Museum’s Publications selling publication works like calligraphy
and paintings at tmall.com. In terms of brick and mortar stores, the Museum has many
traditional gift shops, which are located both inside and outside the Museum. In February
2018, the Museum created a pop-up store, a new kind of short-term shop used by many
famous fashion brands to attract their fans.
During the COVID-19 epidemic, from 25 January to 30 April 2020, the Palace Museum
closed its on-site business and moved operations to online like many other cultural institu-
tions. The museum used social media to carry out “cloud exhibitions”, “cloud lectures” and
educational programs, e.g., “National treasures” which invited celebrities to participate.
Online flagship stores’ business transactions were not interrupted. They continued to
Sustainability 2021, 13, 2412 5 of 19
promote new cultural and creative products by the “Something new is coming in the Palace
Museum” program via social media platforms and TV channels.
3. Theoretical Background and Hypotheses
3.1. Branding and Integrating Marketing Communication of Musuems
The branding and integrated marketing communications (IMC) of museums have been
neglected and are often controversial [26]. However, in practical terms, museum marketers
should be encouraged to adopt branding strategies to ensure sustainability [26,27] as brand-
ing is a structural element of survivability [26] and has provided great economic and social
benefits for museums [26–29], especially in today’s persistent economic instability [26].
According to the definition of non-profit organization branding given by Hankinson and
Rochester [30], museum branding can be defined as the intentional and active management
of a series of brand perceptions (tangible and intangible) in order to convey consistent
and coherent information to stakeholders. Belenioti and Vassiliadis [27] identified that
branding has the following development benefits for non-profit organizations, including
museums. First, successful brand marketing can make non-profit organizations gain strong
brand personality, and then cultivate brand awareness and establish trust and customer
loyalty [27,31]. Second, a strong nonprofit brand can help museums achieve fundrais-
ing goals by attracting donors and generating support [30–32]. Third, a strong brand
can strengthen contact with stakeholders through the consistency and coherence that is
achieved in branding [32,33]. All of these contribute to the sustainability and management
of the organization.
IMC tools are the core of the brand equity of museums [27,34,35]. In particular, the
rise of social media has completely changed the way museums communicate [29,36,37].
Now these platforms are becoming the ideal, cost-effective, and interactive communication
tools for museums given the high consumer participation provided through electronic
word of mouth (eWOM) and network interaction [27,37]. Using IMC tools, especially social
media marketing, the experience and communication by museums, as well as the learning
processes and participation of visitors, can be significantly improved [29]. Moreover, social
media are beneficial to museum brand equity, visitor satisfaction, and engagement [34].
Applying IMC and social media is expected to increase museum brand equity, thereby
increasing brand loyalty and the repurchase willingness of visitors [35,38]. However,
museums have not fully utilized the potential of social media, and communication with
visitors is still relatively backward [36,38–41]. The shortage of resources, difficulties in
measuring the cost-benefit ratio, and performance of media activities are the main factors
that hinder the further use of social media by cultural institutions [39].
Like traditional profit-making enterprises, the ultimate vision of branding museums
is to create differences by conveying unique identities in consumers’ minds [27]. The focus
of museum marketing and branding should be carefully combined with commercializa-
tion initiatives and traditional curatorial perspectives so as to enhance visitors’ museum
experiences and enhance the identity, image, and recognition of museums [26]. Museum
cultural and creative products can be seen as a part of the practice of IMC. Thus, the related
literature is discussed in the next section.
3.2. Cultural and Creative Products in Museums
As early as the 1950s, Western museum shops began selling certain ordinary com-
modities [42]. The types and styles of museum products have eventually become more
diversified. To distinguish them from typical tourism souvenirs, scholars have studied the
attributes, functions, and development principles of cultural creative products in museums.
“Museum cultural and creative products” is a concept that has only been proposed in recent
years by museums and the cultural and creative industry, and it appears more often in
Chinese and Taiwanese literature. In the existing literature, the term is found expressed
in multiple forms, such as “museum cultural and creative products” [43], “museum cul-
tural products” ([42,44,45]), “museum cultural creative merchandise” [46], and “museum
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souvenirs” ([47–49]). In this research, these similar concepts are collectively named as
“museum cultural and creative products” and refer to creative and unique cultural products
sold by museums.
Chen [50] suggested that museum cultural and creative products have communication,
economic, aesthetic, practical, collection, and emotional values, and the seven principles
of culture, aesthetics, practicality, interest, uniqueness, seriality and diversity should be
followed in their development process. In the experience era, one observable museum
trend is the growing attention to sociable, recreational, and participatory experiences [51].
Experiential products and services are becoming more popular; for example, the Indianapo-
lis Museum of Art has developed a number of participatory projects based on simulation
and technology, which have received positive visitor responses [52].
More scholars are introducing consumer behavior theory into the field of museum
product development. Chiou and Wang [43], based upon the Tamsui Historical Museum
(Taipei, Taiwan), divided consumers’ purchasing motives into three parts based on the
genetic algorithm theory: intellectual genes (museum features, heritage beauty, cultural pro-
fundity, and indigenous customs); rational genes (practicality, enjoyment, creativity, story-
oriented, safety, and reasonable prices); and emotional genes (feeling touched, supporting
the museum, and recommendations to relatives and friends). Through a questionnaire
survey, they found that most people considered intellectual genes, followed by rational
and then emotional genes. This research provided a fresh perspective for optimizing the
cultural and creative brand design of museums. Lin et al. [45] advanced six criteria for
museum visitors’ intentions to purchase cultural products by using the decision-making
trial and evaluation laboratory (DEMATEL) technique. These were culture, experience,
price, function, uniqueness, and design, of which culture and experience were the core
influential criteria. Ye and Huang [53] recommended the development of museum prod-
ucts and services must incorporate the feelings of consumers. Different visitor groups
have varying perceptual characteristics, and products should be designed according to
specific consumer consumption preferences. Tu, Liu and Cui [54] also pointed out that
when choosing museum cultural creative products, consumers attach great importance to
factors such as “cultural connotation” and “unique creativity”.
In addition, in view of the relationship between the products of museum stores and
museum collections [7], museum cultural and creative products are regarded as important
cultural carriers of museum collections. In other words, museum cultural and creative
products can be regarded as an extension of the educational function of museums [45],
indicating that the products may have certain educational value. Kotler [51] believes that
it is a trend for museums to provide social, entertainment, and participation experiences,
which suggests that consumers may consider the value of “experiences” when buying
cultural products. From this research literature, it can be seen that cultural, creative,
educational, and experiential values are important attributes of museum cultural and
creative products.
3.3. Customer Perceived Value and Purchase Intentions
The concept of customers’ perceived value first appeared in Porter’s Competitive
Advantage [55]. Although he did not clearly define the concept, Porter provided the
direction for later research. The research on customer perceived value gradually emerged,
and scholars put forward their own views on it. Zeithaml [56] suggested that perceived
value can be regarded as a “consumer’s overall assessment of the utility of a product
(or service) based on perceptions of what is received and what is given”. Woodruff [57]
believed that perceived value was “a customer’s perceived preference for and evaluation
of those product attributes, attribute performance, and consequences arising from use that
facilitate (or block) achieving the customer’s goal and purposes in use situations”.
Perceived product value has tangible and intangible dimensions [58]. Sheth, Newman,
and Gross [59] suggested that it can be divided into five value components, namely
functional, emotional, social, epistemic, and conditional. The components impact consumer
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choice behavior at the buying decision level (to buy or not to buy), product level (buy
product A or product B), and brand level (buy brand A or brand B). These results laid
a foundation for later research. Sweeney and Soutar [60] proposed four dimensions of
consumer’s perceived value of durable goods: functional quality, functional price, social
value, and emotional value. Moreover, they built specific measurement scales for perceived
value, which have been widely used by many subsequent scholars ([61,62]). Although
customer perceived value studies have covered a wide range of industries and different
types of products, such as hospitality [63], luxury goods [64], tourism products [61],
wetland parks [65] and so on, they have not yet investigated museums’ cultural and
creative products.
Customers’ purchase intentions represent customers’ willingness to buy products
from particular shops or retailers ([66,67]). Research on the relationship between consumer
perceived value and purchase intentions can be divided into two categories. One cate-
gory regards perceived value as a single-dimensional variable and studies the impact of
perceived value and other variables (such as perceived cost, perceived return, etc.) on
purchase intention ([68–71]). For example, Chen and Chang [68] discussed the relationship
between the perceived value, perceived risk, trust, and willingness to buy green products
and found that the perceived value of green products had a positive effect on purchase in-
tentions. The second category uses purchase intentions as a multi-dimensional variable and
examines the impact of perceived value on purchase intentions ([62,72,73]). For example,
Wang [64] divided consumers’ perceived value of snack foods into four dimensions, which
were quality, price, emotional, and social value. The study found that perceived price and
emotional value had positive impacts on purchase intentions, while quality and social
values had no significant effect. Wood and Scheer [73], for example, added perceptual risk
to the perceived value model, arguing that perceived risk and perceived value affected
consumers’ willingness to purchase. This research positioned purchase intentions as an
outcome variable in exploring the relationship between multi-dimensional perceived value
and purchase intentions.
In summary, researchers generally agree that perceived value has a positive effect on
purchase intentions. However, due to the differences in product/service attributes and
consumption environments, different dimensions of perceived value have varying degrees
of influence on purchase intentions.
3.4. Research Hypotheses
Considering that no research has proposed specific dimensions of the perceived value
of museum cultural and creative products, based on the literature review, this research
combines the results of in-depth interviews and expert consultations to condense the
perceived value dimensions of cultural and creative products in tourism-oriented museums.
In-depth interviews were conducted from February to March in 2018 with 13 tourists who
visited the Palace Museum and purchased its cultural and creative products. The interviews
collected tourists’ opinions on the features of the cultural and creative products of the
Palace Museum, reasons for purchases, and factors affecting purchase decisions. Expert
consultations were held on 5 March, 21 March, and 4 April 2018 with a museum expert on
issues such as the division of perceived value dimensions and the design of scale items.
It was confirmed that the Palace Museum’s cultural and creative products possessed
the four dimensions of durable consumer goods proposed by Sweeney and Soutar [60],
namely quality, price value, social values, and emotional values. However, it is worth not-
ing that, in terms of the dimension of perceived emotional value, the interview found that
this was caused by the unique attributes of the museum’s cultural and creative products,
namely, the innovation value and educational values. Therefore, this research separated
these two dimensions. In addition, Kotler [51]’s experiential dimension was confirmed by
the results of the in-depth interviews with tourists and expert consultations. Therefore,
this research proposed a six-dimensional value framework for the museum’s cultural and
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creative products, namely quality, social, price, innovation, educational, and experien-
tial values.
Previous research suggests that consumer perceived value leads to purchase intentions
(e.g., [63,68,72–74]). The results of the in-depth interviews confirmed that the quality, social,
and price values of the Palace Museum’s cultural and creative products were likely to
enhance their value proposition. Thus, the first three hypotheses were proposed as follows:
Hypothesis 1 (H1): The quality value of the Palace Museum’s cultural and creative products has
a positive effect on consumer purchase intentions.
Hypothesis 2 (H2): The social value of the Palace Museum’s cultural and creative products has a
positive effect on consumer purchase intentions.
Hypothesis 3 (H3): The price value of the Palace Museum’s cultural and creative products has a
positive effect on consumer purchase intentions.
Innovation value affects consumer willingness to purchase cultural and creative
products ([45,54]). According to the in-depth interviews, Palace Museum visitors will buy
its cultural and creative products if they feel that items are creatively designed. Moreover,
educational value is significant for museum merchandise ([11,51]). As cultural and creative
products of museums have educational functions [45], some respondents and the expert
who were interviewed confirmed that visitors are attracted by products’ educational values
and are inclined to buy them. In addition to products directly related to the museum’s
buildings and collections, intangible products (e.g., VR video, lectures, music performances)
reflecting the historical knowledge and meaning carried by the Forbidden City are very
popular. At present, museums are actively providing various experiences to attract tourists
([11,51]). Existing research (e.g., [45]) and the interviews conducted indicated that visitors
may consider the value of “experience” when purchasing cultural and creative products.
Recognizing the unique dimensions of these products and their impacts on purchase
intentions at museums, the following three hypotheses were proposed:
Hypothesis 4 (H4): The innovation value of the Palace Museum’s cultural and creative products
has a positive effect on consumer purchase intentions.
Hypothesis 5 (H5): The educational value of the Palace Museum’s cultural and creative products
has a positive effect on consumer purchase intentions.
Hypothesis 6 (H6): The experiential value of the Palace Museum’s cultural and creative products
has a positive effect on consumer purchase intentions.
In summary, the conceptual relationship model and the six hypotheses are shown in
Figure 2.
Figure 2. The Conceptual Model.
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4. Methodology
4.1. Measurement
A preliminary scale for the perceived value of cultural and creative products in
tourism-oriented museums was first developed based on the literature review, in-depth
interviews, and expert consultation. Then, in order to ensure the structural validity of
the questionnaire measurement, the researchers distributed 44 questionnaires to tourists
and museum experts. Thereafter, the expressions of the questionnaire measurement items
were modified according to the feedback received. Specially, the perceived quality, social,
and price values were adopted according to Sweeney and Soutar [60] and the in-depth
interviews. Innovation value was based on the results of the in-depth interviews and
consisted of four items. Educational value items were chosen with reference to Mottner
and Ford [7], in-depth interviews, and expert consultation. Experience value items were
selected referring to the results of Mathwick, Malhotra and Rigdon [75], Kotler [51], and
expert consultation results.
The final questionnaire consisted of three main parts. Part 1 had filtering and classifi-
cation questions, which asked respondents whether they knew about the Palace Museum’s
cultural and creative products and whether they had ever purchased them. Part 2 was the
measurement of customer perceived value and purchase intentions with 28 items, which
were measured by a 5-point Likert-type scale from “strongly disagree (1)” to “strongly
agree (5)”. Part 3 gathered respondents’ demographic information with six items including
age, gender, occupation, residence, educational background, and monthly income.
4.2. Sampling
The final questionnaires were distributed from April 6 to April 23, 2018 at the Palace
Museum. All the respondents were Chinese domestic tourists. Residents of Beijing were
excluded for this analysis as they did not qualify as tourists. The visitors were asked
whether they knew about the Palace Museum’s cultural and creative products and whether
they were willing to complete the survey. If they answered these questions in the positive,
they were asked to fill out a paper-and-pencil questionnaire under the guidance of the
fieldwork team. A total of 465 questionnaires were collected. Some 346 forms were valid
after deleting those with incomplete or insincere responses (74.4% response rate).
4.3. Data Analysis
First, an exploratory factor analysis (EFA) was used to determine the appropriate
number of factors to be applied in the analysis, while Cronbach’s alphas measure the
reliability coefficients for each latent variable. Second, a confirmatory factor analysis (CFA)
with maximum likelihood estimation was conducted to test the validity and reliability
of the constructs of the measurement model, including composite reliability, convergent
validity, and discriminant validity. Finally, structural equation modeling (SEM) was used to
estimate all parameters and to verify the hypotheses. The EFA and the reliability analysis
were conducted with SPSS 22.0 software and the CFA and SEM procedures were conducted
with AMOSS 22.0 software.
5. Results
5.1. Descriptive Statistics
As shown in Table 1, some 70.5% of the respondents were female, and 66.5% were
between the ages of 20 and 39. The largest income group was between CNY 1500 to CNY
3000 per month, and a very high proportion (69.9%) was college graduates or students.
The respondents, who were students or corporate staffed, account for 76.3% of the sample.
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Table 1. Demographic characteristics (n = 346).
Variable n % Variable n %
Gender Age
Male 102 29.5 19 years old and below 32 9.2
Female 244 70.5 20–29 years old 230 66.5
Monthly income (CNY) 30–39 years old 61 17.6
<1000 34 9.8 40–49 years old 17 4.9
1000–1500 51 14.7 50 years old and above 6 1.7
1500–3000 71 20.5 Occupation
3000–5000 58 16.8 Student 155 44.8
5000–8000 49 14.2 Corporate staff 109 31.5
8000–10,000 30 8.7 Institutional staff 29 8.4
>10,000 53 15.3 Government official 2 0.6
Educational level Individual industrial and commercial
households
15 4.3Junior high school and below 6 1.7
High school 21 6.1 Freelancer 24 6.9
University or college 242 69.9 Retired staff 1 0.3
Graduate and above 77 22.3 other 11 3.2
As shown in Table 2, the quality, innovation, educational, and experience values
earned the highest mean rankings, with innovation value scoring the most at 4.0. The mean
rankings for social and price values of the Palace Museum’s cultural and creative products
were about 3.1. The mean for purchase intention was 3.65, indicating that respondents had
a healthy willingness to buy cultural and creative products in the Palace Museum, which is
consistent with the significant sales levels of products at the museum.
Table 2. Descriptive statistical analysis (n = 346).
Variable Mean Variance Items Mean Standard Deviation Skewness Kurtosis
Quality value 3.78 0.46
QV1 3.89 0.82 −0.72 0.94
QV2 3.82 0.78 −0.34 0.22
QV3 3.81 0.86 −0.48 0.97
QV4 3.60 0.81 −0.09 −0.31
Social value 3.12 0.72
SV1 3.34 0.96 0.02 −0.43
SV2 3.32 1.03 −0.05 −0.42
SV3 2.76 0.97 0.31 0.17
SV4 3.06 1.02 0.06 −0.44
Price value 3.15 0.70
PV1 3.14 0.97 −0.07 −0.27
PV2 3.27 0.92 −0.08 −0.33
PV3 3.16 0.93 −0.05 −0.18
PV4 3.04 0.95 0.02 −0.17
Innovation value 4.00 0.59
IV1 4.00 0.88 −0.84 0.71
IV2 3.96 0.90 −0.66 0.22
IV3 3.92 0.91 −0.57 −0.11
IV4 4.12 0.85 −0.96 1.13
Educational value 3.72 0.65
EdV1 3.84 0.98 −0.54 −0.28
EdV2 3.65 0.97 −0.33 −0.23
EdV3 3.82 0.95 −0.61 0.07
Edv4 3.58 1.00 −0.39 −0.33
Experience value 3.53 0.60
ExV1 3.45 0.91 −0.27 −0.23
ExV2 3.54 0.93 −0.32 −0.23
ExV3 3.67 0.91 −0.42 −0.09
ExV4 3.44 0.94 0.00 −0.36
Purchase Intention 3.65 0.72
PI1 3.62 0.96 −0.54 0.28
PI2 3.77 0.94 −0.74 0.66
PI3 3.66 0.95 −0.54 0.15
PI4 3.54 1.00 −0.45 −0.14
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The absolute values of the skewness of each measurement item were between 0 and
0.96, all of which were less than the cut-off value of three [76]. The absolute values of
kurtosis were from 0.07 and 1.13, not exceeding the critical value of 10 [76]. Therefore, the
sample data conformed to a normal distribution and were suitable for structural equation
model testing.
5.2. Exploratory Factor Analysis (EFA) and Cronbach’s Alpha Analysis
Before conducting exploratory factor analysis, Bartlett’s test of sphericity and the
Kaiser-Meyer-Olkin (KMO) measure of sampling adequacy were calculated for all mea-
sured items. The results showed a KMO value of 0.930, which exceeded the recommended
value of 0.6 [77], and the Bartlett’s test of sphericity was statistically significant (Sig. = 0.000).
This confirmed that the factor analysis was appropriate.
In the exploratory factor analysis, the principal components analysis method was
used to extract the main factors. The results indicated that the seven factors extracted
had a cumulative explained variance of 74.57 percent (> 60 percent), which preliminarily
validated the conceptual model of museum cultural and creative products (Figure 2). All
the items were significant with factor loadings higher than 0.5 and were thus retained for
the next round of analysis. Furthermore, the Cronbach’s alpha (α) for all questionnaire
items was 0.947, and the Cronbach α coefficients of the seven subscales, namely quality
value (QV), social value (SV), price value (PV), innovation value (IV), educational value
(EdV), experiential value (ExV), and purchase intention (PI), were as follows: αQV = 0.845,
αSV = 0.871, αPV = 0.914, αIV = 0.894, α EdV = 0.845, αExV = 0.857, αPI = 0.908. They were
all above 0.7, indicating that the questionnaire had high internal reliability.
5.3. Confirmatory Factor Analysis (CFA)
The measurement model fit was assessed by CFA analysis. Five important measures
were used to estimate the model fit, namely the square error of approximation (RMSEA),
the ratio of the chi-square value to degrees of freedom (χ2/df), Tacker-Lewis index (TLI),
normed fit index (NFI), and comparative fit index (CFI). A RMSEA less than 0.08 and a
TLI, a NFI, a GFI, and a CFI above 0.90 indicate good model fit, as does a χ2/df between
1 and 3 [78]. The results for the measurement model showed that each fit index (RMSEA
(0.056), χ2/df (2.066), TLI (0.937), NFI (0.900), and CFI (0.945)) reached acceptable levels,
indicating a good fit with the collected data.
Item reliability, construct reliability, and average variance extracted were examined
with regard to the convergent validity of CFA [79]. As shown in Table 3, all confirmatory
factor loadings were larger than 0.6, indicating item reliability. The construct reliability
(CR) values ranged from 0.85 to 0.91, greater than 0.6, which is the threshold value of
acceptable reliability. The average variance extracted (AVE) reflects the overall amount of
variance in the indicators accounted for by a latent construct. The AVEs for the constructs
ranged from 0.58 to 0.73, higher than the cut-off value of 0.5, indicating all constructs were
satisfactory. The convergent validity of the measurement model was good.
In addition, according to Fornell and Larcker [80], if the square root of the AVE is
greater than the absolute value of the correlation coefficient between the latent variables,
this indicates that discriminant validity is high. As shown in Table 4, by comparing the
square root of the AVE with the correlations among the constructs, each construct was
more closely related to its own measure than to other constructs, implying that the model
had sufficient discriminant validity.
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Table 3. CFA for the measurement model.
Construct Item Loading CR AVE
Quality Value
0.85 0.59
QV1 I think this product has good workmanship 0.73
QV2 I think the texture of product is good 0.85
QV3 I think this product has a trustworthy quality 0.81
QV4 I think this product has better functional performance 0.66
Social Value
0.87 0.63
SV1 Using this product can help me win more praise 0.77
SV2 Using this product can let others think I have a good taste 0.84
SV3 This product would help me to feel acceptable 0.77
SV4 This product would make a good impression on other people 0.79
Price Value
0.91 0.73
PV1 I think this product is reasonably priced 0.83
PV2 I think this product offers value for money 0.85
PV3 I think this product is a good product for the price 0.86
PV4 I think this product would be economical 0.87
Innovation Value
0.89 0.68
IV1 I think this product is unique 0.82
IV2 I think this product is full of creativity 0.89
IV3 I think this product is novel 0.88
IV4 I think this product has a cultural connotation 0.70
Educational value
0.85 0.58
EdV1 This product promotes visitor knowledge about the museum’s collectionsand content 0.72
EdV2 This product encouraged me to be more enthusiastic and excited about themuseum’s collections and content 0.82
EdV3 This product gave me access to additional information about themuseum’s collections 0.80
EdV4 I felt that visiting the museum shop provided me with an educational experience 0.70
Experiential Value
0.86 0.61ExV1
My visit to the museum shop today was a memorable part of my visit to the
museum. (for onsite survey in Gu Gong)My visit to the museum shop was/(would
be) a memorable part of my visit to the museum. (For off-site survey)
0.79
ExV2 My visit to the museum online store helped me to create an impression of what Iwould see at the museum. 0.82
ExV3 Visiting the museum store was/(would be) an enjoyable and relaxing part of mymuseum visit. 0.78
ExV4 I like the engaging experiences from some participatory projects in online or on-sitemuseum store. 0.72
Purchase Intention
0.91 0.71
PI1 I will consider buying this product 0.81
PI2 I am willing to purchase this product in the future 0.83
PI3 I would like to praise the product in front of others 0.87
PI4 I would like to recommend others to buy this product 0.86
Note: QV = quality value; SV = social value; PV = price value; IV = innovation value; EdV = educational value; ExV = experiential value; PI
= purchase intention.
Table 4. Correlation matrix of constructs.
Mean QV SV PV IV EdV ExV PI
QV 3.78 0.77
SV 3.12 0.55 0.79
PV 3.15 0.50 0.45 0.85
IV 4.00 0.63 0.50 0.42 0.82
EdV 3.72 0.53 0.56 0.49 0.68 0.76
ExV 3.53 0.45 0.58 0.49 0.58 0.72 0.78
PI 3.65 0.51 0.52 0.47 0.69 0.64 0.70 0.84
Note: QV = quality value; SV = social value; PV = price value; IV = innovation value; EdV = educational value;
ExV = experiential value; PI = purchase intention.
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5.4. Structural Model
Having established a reliable and valid measurement model, a structural model was
used to test the predictive relationships between the constructs of the proposed conceptual
model. The simultaneous maximum-likelihood-estimation procedure was employed to
examine the hypothesized relationships among quality, social, price, innovation, education,
and experience values and purchase intentions. As shown in Table 5, the root mean square
residual (RMR) (0.037), RMSEA (0.056), NFI (0.900), incremental fit index (IFI) (0.946), TLI
(0.937), CFI (0.945), parsimonious goodness of fit index (PGFI) (0.709), parsimonious NFI
(PNFI) (0.783), and χ2/df (2.066) all met acceptable standards. Although the goodness of
fit index (GFI) (0.875) and adjusted GFI (AGFI) (0.846) did not meet the standard of 0.9 or
higher, they were still at a level of 0.8 or higher recommended by Sengars and Grover [81].
Therefore, this indicated that the structural model had a reasonable explanation of the
observed covariance among the constructs.
Table 5. Goodness of fit.
















Figure 3 provides details on the parameter estimates for the model, and Table 6 reports
the results of the hypotheses tests.
Table 6. Hypothesis tests.
Path Estimate t-Value Hypothesis Test
Quality value→ Purchase intention 0.01 0.11 Reject
Social value→ Purchase intention 0.04 0.69 Reject
Price value→ Purchase intention 0.07 1.42 Reject
Innovation value→ Purchase intention 0.39 5.21 ** Support
Educational value→ Purchase intention 0.04 0.54 Reject
Experiential value→ Purchase intention 0.38 4.84 ** Support
** p < 0.01.
With regard to the three paths between general perceived value drivers and purchase
intentions (H1–H3), the estimation results showed that not all paths were significant
(p > 0.01). The quality value (β = 0.01, t = 0.11), social value (β = 0.04, t = 0.69), and price
value (β = 0.07, t = 1.42) did not have significant influences on purchase intentions. These
findings did not support previous studies. This suggested that when travelling, tourist
perceptions of the quality, social value, and price value of cultural and creative products
may be different from that in daily life, resulting in the insignificant impact of these basic
values on purchase intentions. With regard to the three unique and distinctive dimensions
of perceived value for cultural and creative products, the research evaluated the drivers’
influences on purchase intentions (H4–H6). The estimation results showed that innovation
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value (β = 0.39, t = 5.21) and experiential value (β = 9.38, t = 4.84) had significant positive
effects on purchase intentions at the level of p = 0.000. However, educational value did
not have a significant influence on purchase intentions (β = 0.04, t = 0.54). A possible
explanation for this non-significant effect of educational value on purchase intentions is
that the educational mission expressed by the cultural and creative products of the Palace
Museum to tourists was not strong enough.
Figure 3. The Estimated Model.
6. Conclusions and Discussion
Using a mixed-method approach, the research explored the components of consumers’
perceived value of museum cultural and creative products and their impact on purchase
intentions. The interview data and the extant literature depict how the six dimensions
(educational, experience, innovation, price, quality, and social) of perceived value are
fostering the tourists’ intentions to buy cultural and creative products in museums. The
results from the quantitative data collected from the tourists provided empirical evidence
about the antecedents of purchase intentions in museums which was also reflected from
the interviews of the museum expert providing cross-validation of each other. Perceived
innovation and experiential values are found to have a positive influence on the purchase
of museum cultural and creative products, while quality, price, social and educational
values are not.
6.1. Theoretical Implications
The theoretical model proposed by this research specifies the dimensions (educational,
experience, innovation, price, quality, and social) of retail products for sale in museums. The
proposed model is derived from the extant studies (e.g., [11,45,51,54,60]). The purpose of
Sweeney and Soutar [60]’s work was to measure and confirm consumers’ perceived quality,
price, social, and emotional values for durable consumer goods. Although these researchers’
motivation was to understand and explain the important factors that influenced consumers’
intentions to buy durable consumer goods, the model has subsequently been applied
in a wide range of fields. For this research, a multidimensional perceived value model
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was proposed and adapted to tourism-oriented museum cultural and creative products.
Evidence for the direct effects of quality, price, social, and educational values on purchase
intentions was, however, not provided. The reason might be the rather low perceptual
level of the quality, social, and prices value the tourists had with museum cultural and
creative products in a context of travelling rather than in normal daily life.
The data suggests that perceived innovation and experience values were the two
factors driving consumers to purchase museum cultural and creative products. These
results support what Booth and Powell [11], Kotler [51], Mottner and Ford [7], Lin et al. [45]
and Tu, and Liu and Cui [54] had already observed and implied—the intention to buy
cultural and creative products in museums’ cultural shops is heavily impacted by the level
of innovation and experience values they provide. Although, in general, educational value
is important for museums ([11,51]), this research found that it was not a significant factor
causing tourists to buy museum cultural and creative products. The reasons could be
that consumers were not fully aware of the Palace Museum’s educational mission or the
educational functions of products were not apparent at the time of purchase. For instance,
some respondents mentioned that they wanted to buy products reflecting the wisdom of
the planning of Beijing but could not find anything worth buying apart from some books.
Therefore, the Palace Museum must adopt additional measures to transform the value of
education into real consumption. In summary, this research confirms that the multiple
perceived values of museum cultural and creative products affect purchase intentions
in different ways. In general, innovation and experience values are powerful predictive
indicators of purchase intentions.
6.2. Practical Implications
This research provides critical insights for practitioners and managers by providing
the factors of purchase intentions of cultural and creative products in the museum context.
Based on this research, practical strategies and approaches can be adopted by museum
managers and marketers to enhance innovation and experience values in designing their
cultural products.
Much more innovative forms of educational products should be developed and used
to strengthen consumers’ experiential value, considering that consumers prefer experiential
and innovative products. Regarding the content of innovative products, the value and
meaning of the Forbidden City as a world heritage cultural site could be fully explored to
the public. For instance, the museum could design a game that allows participants to play
the roles of the emperor, capital planners, water system planners, or engineers to simulate
the site selection and construction process of Dadu in the Yuan Dynasty. Games can be
online or virtual, and the derivative peripheral products related to games can be sold both
onsite and online.
Being a valuable and innovative way for consumer engagement [82], information
communication technologies can be applied by museums to promote visitor experiences
([13,83–85]). Specifically, the following measures can be taken. First, digital products
with interactive experience features, such as mobile apps, can be developed based on
panorama or VR technology so that visitors can experience the interactive feelings with
cultural collections by touching and sliding their phone screens. Second, museums can
launch Do-it-Yourself (DIY) programs based on their collections, both online and offline,
which would enhance visitors’ appreciation of cultural relics. Third, museums should
cooperate with schools and other educational institutions to carry out experiential courses,
such as craft-making, role-playing, and scenario simulation. Through these interactive
and immersive courses, participants can experience and acquire historical and cultural
knowledge, and they may then purchase related products, such as handmade items.
In addition, digital platforms can support museums to provide innovative communi-
cation methods for visitors, e.g., customization, experimentation, collaborative creation,
and gamification [86]. Thus, museum fans and visitors in general should be encouraged
to contribute their creative ideas for developing innovative products. For instance, orga-
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nizing creative design competitions or social media topic activities are both good ways.
Furthermore, museum product designers can obtain innovative design ideas of products
through the following methods, which have already been used by the Palace Museum.
First, the color, pattern, image, and language elements of cultural relics can be extracted and
combined with daily articles to launch some practical and aesthetic products. For example,
the caisson ceiling umbrella is an umbrella designed by extracting the color and pattern
symbols of the Palace Museum’s caisson ceiling. The Chaozhu earphone is designed based
on the bead string used in the formal dress worn by a minister at court in Qing dynasty.
Third, hot topics and events can be used to launch derivative products. For example, the
Palace Museum and Neiliansheng, a traditional shoe brand, jointly launched a customized
pair of cloth shoes with a theme of the popular animated film “Dayu Haitang” when it was
released in 2016 in China.
As in the case of the Palace Museum, the application of innovation and digital strate-
gies to cultural and creative products can help cultural institutions survive in harsh envi-
ronments. At the same time, for the long-term sustainable development of the institutions
themselves, sustainable management tools, such as the decision-making management
model can be applied to dynamically evaluate and intelligently manage innovative prac-
tice [87].
7. Limitations and Future Research Needs
Although the relationships between multi-dimensional perceived value and purchase
intentions in the museum culture and creative context have been addressed in this research,
the research has certain limitations that are important to note and that may point to potential
research topics for the future. First, in addition to perceived value, there may be other
factors that affect purchase intentions. Past studies have suggested that satisfaction and
loyalty as well as brand preference affect purchase intentions ([63,88,89]). More variables
should be introduced to expand the research framework of museum cultural and creative
products. Second, the influence of population variables and the purchasing environment
has not been analyzed in this research. The influence of these two factors on perceived
value and purchase intentions needs to be further explored. Third, the sample was mostly
composed of people with high educational levels and females. Future research should be
expanded to more diverse groups, including non-Chinese international visitors.
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